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the	 use	 of	 timbre,	 instrumental	 colours,	 sounds,	 and	 extended	 instrumental	 playing	




My	 final	 undergraduate	 composition	 portfolio	 consisted	 of	works	which	 explored	 various	
extended	 techniques	 and	 unpitched	 sounds;	 much	 detail	 was	 devoted	 to	 the	method	 of	
playing	 and	 the	 effect	 of	 the	 resultant	 sounds.	 The	 structure	 of	 these	 works	 evolved	
organically	 and	 freely,	 which	 was	 reflected	 in	 the	 various	 forms	 of	 graphical	 and	 spatial	
notation	I	employed.	Textures,	the	final	and	highest	graded	work,	sought	to	investigate	the	
textural	and	timbral	possibilities	afforded	by	a	ten-player	mixed	chamber	ensemble.	I	utilised	









While	 composing	 the	 four	 pieces	 comprising	 the	 portfolio,	 I	 was	 concerned	 with	 further	
researching	musical	elements	which	most	appealed	to	me.	I	write	notated	music	primarily	for	
acoustic	forces;	I	am	interested	in	developing	my	compositional	style	and	voice	whilst	drawing	















aspect	 of	 my	 music.	 I	 am	 interested	 in	 giving	 detailed	 attention	 to	 methods	 of	 sound	
production	 by	 experimenting	 with	 various	 instrumental	 playing	 techniques	 and	 the	 full	
dynamic	 and	 registral	 ranges	 of	 instruments.	 In	 my	 works	 I	 endeavour	 to	 explore	 the	
individual	 timbres	 of	 every	 instrument,	 as	 well	 the	 relation	 between	 diverse	 sounds	 and	
colours.	 I	 aim	 to	 examine	 how	 these	 timbres	 can	 be	 altered	 or	 configured	 in	 different	
combinations	with	one	another	throughout	a	piece	to	create	interesting	soundworlds.		
	
This	notion	of	 relating	various	 instrumental	 timbres	 to	one	another	 is	 something	which	 is	
investigated	throughout	 the	works	of	 this	portfolio.	 In	Cross	Currents,	 the	 juxtaposition	of	




in	 order	 to	mirror	 the	 shakuhachi’s	 number	 of	 playing	 techniques	 and	 resulting	 timbres.	
































As	mentioned,	 I	 both	 fuse	 and	 juxtapose	 various	 timbres	 and	 instrumental	 colours	 in	my	
works.	 The	 Oxford	 Dictionary	 of	Music	 describes	 timbre	 as	 “that	 which	 distinguishes	 the	
quality	of	tone	of	instrument	from	another”.2	I	enjoy	subverting	this	notion	when	blending	
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“Timbre	 is	a	more	complex	attribute	than	pitch	or	 loudness;	 the	perception	of	 timbre	 is	a	
synthesis	of	several	factors”.3	The	rich	complexities	of	working	with	timbre	and	the	variety	of	
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articulation,	 or	 timbre.	 I	 employ	 gestures	 which	 follow	 certain	 shapes	 or	 patterns	 in	 my	
pieces.	They	usually	reappear	throughout	the	piece,	as	significant	audible	events	in	order	to	
provide	structure.	“Composers	and	improvisers	structure	sequences	of	musical	events	so	that	
listeners	 have	 easy	 access	 to	 elements	 out	 of	 which	 musical	 categories	 can	 be	 built.”	
Zbikowski4	 touches	 upon	 how	 gestures	 are	 organised	 and	 repeated	 to	 allow	 listeners	 to	






provide	 interest.	 In	my	works,	when	gestures	 reappear,	 they	are	 varied	by	 the	 context	 in	
which	they	are	played,	whether	it	be	in	a	different	register,	texture,	or	contour.	For	example,	
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balancing	 idealistic	 composition	 goals	with	more	 practical	 ones.	 An	 important	 part	 of	my	
compositional	development	has	been	in	a	move	from	writing	for	an	‘imagined’	ensemble,	as	






My	 initial	 aim	 to	 develop	 my	 work	 with	 notation,	 as	 demonstrated	 in	Morphology	 and	
Textures,	was	set	aside.	The	works	of	this	portfolio	do	not	continue	in	the	trajectory	of	these	






that	 I	 perhaps	 introduced	 new	material	 too	 quickly	 or	 too	 often	 before	 I	 had	 sufficiently	
developed	existing	material.	I	intended	to	remedy	this	by	thoroughly	utilising	existing	material	
before	moving	on	 to	 something	else	 and	by	 reusing	or	 redeveloping	material	 rather	 than	
introducing	too	many	new	ideas.	Linked	to	this	issue	was	my	desire	to	create	more	effective	

























for	shakuhachi,	oboe,	koto,	and	cello	 	 	 	 	 																					c.	5’10	
	
Ensemble	Okeanos	

















of	another	culture,	 it	was	 important	 for	the	piece	to	somehow	acknowledge	the	Japanese	
music	traditions	I	had	learned	about.	I	aspired	to	create	some	sort	of	synthesis	of	Japanese	
music	 with	 my	 own	 compositional	 idiom	 in	 order	 to	 reflect	 this.	 I	 engaged	 in	 writing	
idiomatically	 for	 the	 shakuhachi	 and	 koto	 and	 intended	 to	 utilise	 traditional	 gestures	 by	
incorporating	 them	 into	 my	 own	 compositional	 style	 whilst	 avoiding	 pastiche	 or	 cultural	




an	effort	 to	engage	with.	 I	was	able	to	employ	some	traditional	 techniques,	but	there	are	
many	more	which	would	require	further	study	to	use.	Some	which	were	utilised	in	the	piece	
	 10	




could	 then	 be	 translated	 onto	 the	Western	 instruments	 of	 oboe	 and	 cello.	 Indicative	 of	
shakuhachi	playing	are	slides	or	glissandi,	which	can	be	achieved	by	adjusting	embouchure,	
fingering,	 or	 a	 combination	 of	 the	 two.	 This	 was	 something	 I	 wanted	 the	 shakuhachi	 to	
demonstrate,	but	was	also	a	gesture	which	translated	well	into	the	cello	writing.	Glissandi	are	
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tonal	 harmonic	 language.	 Using	 the	 pentatonic	 scale	 gave	 me	 a	 basis	 on	 which	 to	 build	
melodies	 and	 gestures;	 however,	 I	 did	 not	 want	 the	 piece	 to	 sound	 overtly	 tonal	 or	










by	 paying	 close	 detail	 to	 each	 instrument’s	 specific	 sonic	 profile	 and	 how	 the	 individual	
instruments	can	be	combined	with	another	whilst	also	exploring	the	full	range	of	sounds	they	
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The	 shakuhachi	 has	 a	 vast	 number	 of	 timbres	 it	 can	 produce,	 from	 low	mellow	 tones	 to	
breathy	 sounds.	 Traditional	 music	 for	 the	 shakuhachi	 includes	 the	 use	 of	mura-iki,	 or	 a	
breathy	air	tone.	The	shakuhachi	makes	use	of	this	technique	in	Cross	Currents,	and	is	echoed	
by	both	oboe	and	cello	throughout.	The	oboist	 is	 instructed	to	remove	the	reed	and	blow	
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tone	 of	 the	 piece,	 but	 is	 also	 like	 a	 sonic	 representation	 of	 the	 blend	 of	 the	 traditional	
Japanese	elements	with	my	own	compositional	style.		
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for	clarinet,	violin,	viola,	and	cello	 	 	 	 	 	 	 						c.	10’00	
	
Glasgow	New	Music	Ensemble	
Sound	Thought	2016,	Glasgow	 	 	 	 	 																				 	April	2016	
	
	
This	 year	 I	 was	 on	 the	 committee	 responsible	 for	 organising	 Sound	 Thought.	 My	 main	
motivation	 for	 taking	 part	was	 to	 gain	 a	 performance	 of	 one	 of	my	works	 as	 part	 of	my	
master’s.	One	of	my	responsibilities	on	the	committee	was	to	secure	a	new	music	group	which	
would	take	part	in	the	festival.	Glasgow	New	Music	Expedition,	an	ensemble	committed	to	
performing	 new	 music	 by	 Scottish	 composers,	 was	 enthusiastic	 to	 partner	 with	 Sound	
Thought.	We	 launched	a	 joint	call	 for	scores	 for	composers	to	submit	their	 representative	





in	 January,	which	 focused	 on	writing	 for	 strings.	 I	 composed	 a	 piece	 for	 string	 orchestra,	
Specks	Infinitesimal,	which	included	string	harmonics,	extended	techniques,	and	various	ideas	
for	strings	I	wished	to	experiment	with.	Having	this	piece	workshopped	and	performed	was	a	







strings	 was	 something	 which	 resonated	 with	my	 own	 compositional	 thinking.	 I	 aimed	 to	
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for clarinet, violin, viola and cello
The Reef

























































































































































































































































































































































































































































































































































































































marks	 a	 departure	 from	 my	 usual	 working	 method,	 normally	 concerned	 with	 sonic	
affordances	rather	than	the	musical	depiction	of	a	visual	image.	
	




to	 play	 a	 series	 of	 descending,	 tumbling	 gestures;	 in	 effect,	 the	 opposite	 of	 the	 climbing	
gestures	of	section	C.	Each	section	is	characterised	by	its	own	series	of	gestures	or	by	how	
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for	vibraphone,	marimba,	and	piano	four-hands		 	 	 	 			 								c.	8’35	
	
Pius	Cheung,	Eriko	Daimo,	Christina	Giuca	Krause	and	Ben	Krause	




Composers	 were	 asked	 to	 submit	 their	 choice	 of	 five	 instrumentations	 from	 the	 list	 of	
available	 performers;	 I	 was	 allocated	 two	 percussionists	 and	 piano	 four-hands.	 This	
instrumentation	appealed	 to	me	as	 I	was	eager	 to	explore	 the	 timbral	possibilities	of	 this	
combination	 of	 instruments.	 I	 had	 previously	 begun	 sketches	 for	 a	 piece	 for	 two	 pianos.	
Composing	for	piano	four-hands	was	similar	and	provided	the	additional	challenge	of	avoiding	
part	crossing,	an	 imposed	 limitation.	During	my	undergraduate	degree	 I	wrote	a	piece	 for	
piano,	marimba	and	vibraphone	in	a	post-minimalist	style.	I	was	initially	tempted	to	take	a	
similar	 approach	as	 keyboard	 instruments	 are	well	 suited	 to	minimalism,	but	 I	wanted	 to	




the	piece	 for	 the	audience;	however,	 this	view	changed	following	the	performance	of	The	
Reef.	I	desired	for	the	audience	to	be	more	engaged	with	the	piece,	as	well	as	to	convey	some	
sort	of	message	or	theme.	I	aimed	to	so	do	by	writing	a	brief	programme	note	which	would	
be	 read	 before	 the	 performance,	 to	 better	 explain	 the	 title.	 I	 decided	 to	 provide	 some	
guidance	to	the	listener	in	regards	to	what	the	piece	was	about,	rather	than	providing	them	
with	 solely	 an	 abstract	 title.	 Additionally,	 I	 considered	 that	 this	 would	 be	 a	 way	 to	
contextualise	the	piece	which	would	be	beneficial	for	those	unfamiliar	with	listening	to	new	
music.	I	did	not	want	to	force	anything	upon	the	listeners	through	the	programme	note,	but	


















Timbre	 and	 merging	 of	 sound	 are	 at	 the	 forefront	 of	 the	 piece,	 as	 the	 vibraphone	 and	
marimba	are	often	treated	like	extensions	of	the	piano.	This	is	achieved	by	the	vibraphone	
and	marimba	doubling	one	of	 the	piano	parts	 to	create	a	 fused	sound.	The	vibraphone	 is	
paired	with	piano	one,	as	its	higher	range	blends	well	with	the	timbre	of	the	higher	register	

























































































for vibraphone, marimba and piano four-hands 
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At	 bar	 23	 the	 vibraphone	 and	 marimba	 are	 bowed,	 creating	 an	 ethereal,	 atmospheric	
soundworld	which	I	find	particularly	effective.	The	bowed	timbre	of	the	instruments	contrasts	






vibraphone	 pedals	 are	 frequently	 employed	 to	 capture	 and	 suspend	 the	 resonances	 and	
sonorities	played	 throughout.	 The	notion	of	 space	plays	 an	 important	 role	 in	Silent	Key;	 I	
wanted	the	audience	to	be	able	to	appreciate	the	held	sonorities	after	a	gesture	or	activity	


















































































































































































































































































































































































































































































































































































































































































































I	 also	 intended	 to	 explore	 the	 large	 dynamic	 range	 of	 the	 instruments.	 There	 are	 quiet	
sections,	 as	well	 as	 sections	of	 intensity	and	 loudness.	At	bar	58,	 the	ensemble	 repeats	a	
chaotic	cascading	gesture	three	times	which	is	followed	by	a	complete	contrast	of	extremely	
quiet	marimba	and	piano	rolls	in	their	lowest	registers.	Contrast	exists	throughout	Silent	Key,	









and	20.	Each	has	 its	own	character,	determined	by	 textural	density,	dynamic,	 and	 rate	of	
movement.	Figure	16	demonstrates	a	dense	heterophonic	phrase,	where	each	 instrument	
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of	 the	 instrument.	 This	 section	was	 also	 changed	 to	 be	 freely	 interpreted	 by	 performers,	
rather	 than	being	 restricted	by	notated	rhythms.	The	pitches	were	given	 in	order	and	the	
percussionists	coordinated	with	one	another	to	play	them	in	their	own	time.		
	
Additional	 comments	 from	 the	marimbist	 suggested	 I	 could	 further	 blend	 the	marimba’s	
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without	 relying	on	 the	possibilities	 afforded	by	 larger	 forces.	 I	 sought	 to	demonstrate	my	
progress	over	the	past	year	by	focusing	on	improving	shortcomings	identified	in	my	previous	
pieces,	mostly	 in	 respect	 to	 structure,	 transitions	 between	 sections,	 and	 development	 of	
material.	
	
One	 overriding	 aspect	 of	 pieces	 written	 this	 year	 has	 been	 practicality	 in	 terms	 of	
performance.	My	works	have	been	written	 in	response	to	call	 for	scores	which	had	a	high	



































four	 instruments.	 I	wanted	 to	create	a	 tangible	 sense	of	dialogue	between	 the	 two	parts.	
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Throughout	 the	 piece,	 the	 relationship	 between	 the	 violin	 and	 piano	 changes	 between	
playing	similar	gestures,	creating	a	more	unified	texture,	to	playing	contrasting	material.	The	













































































































































































































































































































































































my	 participation	 in	 a	 composition	 education	 project	 as	 part	 of	 my	 master’s	 with	 my	









develop	my	compositional	practice	as	much	as	possible.	 I	had	 the	opportunity	 to	conduct	









about	 the	music	of	other	cultures;	 this	desire	was	awakened	 from	my	brief	 time	studying	
Japanese	music	 and	working	with	Ensemble	Okeanos,	 as	well	 as	 from	 learning	 about	 and	
performing	 in	 a	 Javanese	 gamelan	 ensemble	 while	 at	 the	 Composers	 Symposium	 at	 the	
University	of	Oregon.	I	would	be	keen	to	further	pursue	this,	as	well	as	to	continue	developing	
my	 use	 of	 gesture	 and	 the	 treatment	 of	 timbre	 in	 my	 works.	 Through	 working	 on	 this	
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The score is notated at concert pitch 




NV – non vibrato 




mura-iki: air note 





Koto        tuning: 
yuri: LH vibrato 
hiki-iro: pull string to lower pitch 
tsuki-iro: press string to raise pitch 
mute: place LH finger on strong where it touches bridge 





distortion: increase bow pressure where pitched tone is replaced by unpitched sound 
ST – sul tasto 
SP – sul ponticello 
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Glasgow New Music Expedition 









The score is notated at concert pitch 
Duration approximately 10’00” 
 
 
- tremolo should always be as dense as possible 
- arrows indicate a gradual change in playing method 
- glissandi start from the beginning of note values 
 
- harmonics (half pressure) are indicated by diamond noteheads at playing position 
- natural/open harmonics whose sounding pitch is the same as the stopped pitch are 
indicated by a small circle above the notehead 
- pressure trill: alternate finger pressure between normal and light, resulting in 











Spacious q = 66
beneath the azure surface
A
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for clarinet, violin, viola and cello
The Reef
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OBFCS Guest Artists, 









‘Silent key’ is a term used by amateur radio operators which refers to a member of 
their community who has passed away.  
 
Radio operators use Morse code to communicate with one another; ‘key’ refers to 
the telegraph key used to transmit the code. ‘Silent’ refers to the Morse code signal 
‘SK’, which signifies ‘end transmission’. 
 
I was struck by the wordplay of this concept; that this community has such a poetic 
phrase for deceased colleagues and friends. On a personal level, silent key to me 






The score is notated at concert pitch 
Duration approximately 8’30” 
 
- at bar 31, the tempo is ‘very freely’ to allow the percussionists the time they need 
to bow and produce the sounds of the indicated pitches 
- arco: vibraphonist requires two bows, marimbist requires one bow 
- repetition (vibraphone and marimba) – repeat phrase until indicated 
- to aid coordination, vibraphonist and first piano player should be able to see one 
























































































for vibraphone, marimba and piano four-hands 
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The score is notated at concert pitch 
Duration approximately 7’20” 
 
 
SP – sul ponticello 
N – normal bow position 
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